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Asta Vrečko 


V ISKANJU ŠIRŠE SLIKE 


Staš Kleindienst (1979) je z umetnostnim delovanjem začel 
že v času šolanja na Akademiji za likovno umetnost in ob- 
likovanje. Med študijem se je povezal s kolegom Sebast- 
janom Lebanom, s katerim sta nato v tandemu, imenova- 
nem Leban/Kleindienst, bolj ali manj intenzivno ustvarjala 
skoraj desetletje. Pri delu sta izhajala iz skupnih teoretskih 
predpostavk in se tematsko osredotočila na prevpraševan- 
je družbenih odnosov in razkrivanje mehanizmov izko- 
riščanja, njuna produkcija pa je vsebovala različne medije. 
Kljub plodnemu skupnemu ustvarjanju sta ves čas delovala 
tudi samostojno. Med letoma 2007 in 2010 je bil Klein- 
dienst del kolektiva Reartikulacija, ki je izdajal istoimens- 
ki časopis. Po tem intenzivnem obdobju dela v kolektivih 
pa so umetnika prvič po študijskih letih pritegnile izrazne 
možnosti najbolj tradicionalnega umetniškega medija — 
slikarstva. Prehod iz konceptualnih praks v slikarstvo ni 
bil nenaden. Kot je pokazala tudi razstava Vmesni členi 
(Galerija Alkatraz, december 2015), na kateri so bila pred- 
stavljena Kleindienstova dela iz obdobja 2011-2015, je 
šlo za postopen proces. Leto pred tem je Kleindienst za 
sliko Skrivnosti gozda (2014) dobil Nagrado skupine OHO, 
namenjeno mladim umetnikom, saj je tudi žirija prepozna- 
la, da gre za radikalno izvedbo in uporabo medija, ki ga je 
treba razumeti v kontekstu umetnikove siceršnje prakse. 
Kleindienst velja za enega bolj teoretsko in umetnostno 
podkovanih umetnikov generacije. Kljub formalni spre- 
membi v izbiri načina izražanja ostaja zavezan enakim te- 
meljnim vprašanjem umetnosti in raziskovanju družbenih 
fenomenov kot na začetku svojega delovanja. Obrat v 
slikarstvo, če ga želimo tako poimenovati, znotraj opusa 
deluje povsem neprisiljeno in organsko, saj predstavlja le 
naslednjo stopnjo v umetnikovem razvoju. 


Slike Staša Kleindiensta odlikujeta dve med seboj pre- 
pleteni komponenti: umetnikovo izjemno obvladovanje 
slikarskega metierja in vsebinska kompleksnost del. Značil- 
na poteza njegovih del je perspektiva. Pogled od zgoraj 
omogoča pogled od daleč in gledalca postavi v vlogo 
zunanjega opazovalca, ga na neki način distancira in pri 
njem vzbuja občutek nepristranskosti nad dogajanjem. 
A prav zato gledalec na ta način težko zaobjame celoto, 
saj so slike sestavljene iz več plasti, trenutkov in situacij, 
detajli pa so tisti, prek katerih se pravzaprav vse skupaj 
sestavi. Zares jih lahko vidimo šele, če jih gledamo hkrati 
od blizu in daleč. Umetnik ves čas vzporeja javno doga- 
janje z zasebnim in manevrira naš pogled od trgov, ulic, 
narave v intimo domov, s harmonijo fragmentarnih prizor- 
ov pa odstira tančice celotne družbe. Vsebinski in formal- 
ni kontrasti na slikah izpostavijo družbene antagonizme, 
vprašanja razrednega boja, ekologije, avtoritete in ujeto- 
sti v sistem. Čeprav so slike postavljene v pokrajino, torej 
odprt prostor, vzbujajo dela neprijeten tesnoben občutek 
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vseprisotnega nadzora. Individualizirani posamezniki sicer 
dihajo vsak svoje življenje, pripovedujejo vsak svojo zgod- 
bo, vendar jih povezuje isti habitus, prebivajo v istem uni- 
verzumu posameznega dela. Idilične pokrajine v zadnjem 
planu, ki simbolizirajo neko čistost, nepokvarjenost, pa so 
pogosto v dialektičnem odnosu z ostalimi deli slike, saj je 
njihov vizualni antagonizem utemeljen prav na soobstoju 
tesnobnega in idiličnega. 


Na umetnikovih platnih smo pogosto soočenimi s podo- 
bami, ki jih lahko povežemo z referencami iz medijskega 
poročanja, ali pa so nam znane iz vsakdanjega življenja. Na 
sliki Druga dekada (2013) vidimo plakat - ta spominja na 
oglaševalsko kampanjo slovenskega mobilnega operater- 
ja — na katerem je nekaj ljudi z zastavami, in množico, ki 
protestira. Ta kampanja je prevzela simboliko in ikonografi- 
jo takratnih tako imenovanih vstaj, ki so se porodile kot 
odgovor na ekonomsko krizo in politiko zategovanja pasu 
takratne vlade. S kritiko marketinškega pristopa, ki je vzel 
podobo nezadovoljnih mladih ljudi in jo pervertiral v po- 
trošniške namene, Kleindienst izvede kritiko sistema, ki 
lastni kritiki odpre svojo tržno nišo in ji na ta način hitro 
odvzame emancipatorni potencial. Umetnostni muzej, up- 
odobljen na drugem delu slike, pa predstavlja umetnos- 
tne institucije, podvržene tržnemu načinu delovanja, ki 
apropriirajo kritična umetniška dela in jih v tem procesu 
navadno tudi depolitizirajo. Množica protestnikov se spre- 
haja ob parku, obdanem z drevesi, v katerem neki drugi 
prebivalci istega mesta nemoteno nadaljujejo svojo vsa- 
kodnevno rutino. Park, umeščen v samo središče slike, kot 
hortus conclusus, predstavlja vzdušje nedolžnega, mirne- 
ga mestnega življenja tistih, ki menijo, da jih tisto zunaj ne 
zadeva, in se bodisi ne zavedajo bodisi zavestno ignorirajo 
dejstvo, da ravno s svojo domnevno neideološko pozicijo 
utrjujejo vse, kar se dogaja izven te oaze. Na drugi strani 
parka je upodobljena scena, ki močno spominja na kar- 
itativne ustanove. Njihov obisk se je ob začetku gospo- 
darske krize povečal, saj je zaradi izgube dohodkov vse 
več ljudi na robu preživetja. Vendar se za elito, oziroma za 
1 %, če si sposodimo retoriko gibanja Occupy Wall Street, 
ameriškega odgovora na sistemske probleme kapitaliz- 
ma in finančno krizo, ni spremenilo kaj dosti. Kot vidimo 
tudi tukaj, legalizirana korupcija poteka neovirano dalje, 
kovčki še menjujejo roke, bogati postajajo še bogatejši 
in se brezskrbno zabavajo v svojih hišah, stran od jezne 
množice, ki bi jim kazila zabavo. 


Vprašanje identitete — lastne, kolektivne, nacionalne — je 
ena izmed pogostih tematik. Na sliki Tretja dekada (2014) 
posamezniki, tokrat ne več v strnjeni množici s poenotenim 
sporočilom, ampak razbiti po celotnem javnem prostoru, 
hodijo s transparenti, na katerih sporočajo osebne parti- 


kularne interese oziroma upodabljajo simbole, s katerimi 
se definirajo. A sledenje partikularnim interesom pripelje 
do družbe atomiziranih posameznikov, v kateri je skrb za 
skupno odrinjena na rob. Tisti, ki jim takšna razmerja us- 
trezajo in jim status to omogoča, nemalokrat pogledajo 
stran, se zatečejo v idealizirano varno zavetje svoje od re- 
alnosti odtujene skupnosti. Pogledi v notranjost, v intimne 
prostore prebivalcev mesta, kjer se mnogo dogaja, a nič 
ne zgodi, razkrivajo rutine, prepletene z dolgočasjem vsak- 
dana. Sliko definira tudi odsotnost katarzičnega momenta, 
saj je napetost čakanja že zdavnaj popustila in ga je nado- 
mestilo ravnodušje. 


Na delu Čudežna gora (2015) je upodobljena množica lju- 
di, ki se po vijugasti koloni v relativno urejeni vrsti vzpen- 
jajo na goro. Na vrhu bodo romarji svoje različne identitete 
umestili v simbolni družbeni red, tako da se bodo dokonč- 
no predali avtoriteti, ki množico naslavlja prek glasbenega 
odra. Posamezniki, ujeti v bitko brez zmagovalca, kdo bo 
prvi ponižan, se nato priklanjajo pred odrom, upajoč, da 
se bo del simbolnega kapitala te navidezne avtoritete pre- 
nesel nanje in izboljšal njihova življenja. Svobodna izbira, 
kot kaže, le ni tako zelo svobodna, četudi do nje pelje pot, 
polna kreativnosti in simpatičnih rož. Čisto na vrhu sedi- 
jo posvetne ali cerkvene korporacije, ki svoj privilegiran 
položaj izkoriščajo za manipulacijo z množico. Vprašanja 
dogodka, rituala in njihove smiselnosti so prisotna tudi 
na delu Brez naslova (2016). Na prvi pogled vidimo up- 
rizarjanje nekih dveh zgodovinskih dogodkov v povsem 
nepričakovanem okolju, na delujočem gradbišču. Nikjer 
ne vidimo snemalnih kamer, in čeprav pričakujemo, da bo 
vsak trenutek nekdo zaklical: Rez!, se to ne zgodi. V jami, 
ki je osrednje prizorišče dogajanja na sliki, se odvija vesel- 
oigra ali vsaj njena uprizoritev. Delovni stroji, nepričakova- 
no občinstvo, onesnažena voda in urinirajoč možakar nika- 
kor ne motijo vzdušja očitno veselega (opitega) občinstva 
in kažejo na absurdnost celotne situacije. Nezdrav pridih 
pa daje atmosferi na sliki tudi toksično rumeno obarvano 
nebo, ki vzhaja nad zasneženimi hribi. 


V množičnih medijih vsakodnevno vidimo prizore vojn, 
mučenja, izkoriščenja in tako postanemo imuni na njihovo 
vsebino. Nič več nismo presenečeni, ko vidimo razkosana 
trupla, policiste, ki streljajo na mladoletnike nebele polti, 
ženske in otroke, ki v nam oddaljenih tovarnah tretje- 
ga sveta v suženjskih pogojih garajo le za nekaj dolarjev 
plačila na mesec, ali izčrpane begunce pred našimi meja- 
mi. Obremenjeni tudi z lastnimi vsakdanjimi problemi smo 
spustili standarde, sposobni smo se hitro prilagoditi in 
distancirati, nekaj se nas dotakne le, kadar smo v dogod- 
ke neposredno vpleteni oziroma se zgodijo pred našim 
pragom. Prva dekada (2013) z zemeljskimi barvami, prizo- 
ri streljanja zapornikov v oranžnih kombinezonih in prizori 
mučenja ujetnikov, slečenih do golega, gledalca asociira 
na dogodke v vojnih zaporih. Peščeni toni mesta in obzorje 
krvave barve nam zbudijo aluzijo na vojno dogajanje na 


Bližnjem vzhodu, modrikaste barve v ospredju pa nakazu- 
jejo drugo plat te medalje. Življenja tistih, ki na teh zločinih 
profitirajo, gredo nemoteno dalje. Še več, njihov življen- 
jski slog temelji ravno na krvi padlih vojakov in ujetnikov, 
na znoju izčrpanih delavcev, ki gradijo na novo to, kar se 
je malo prej uničilo. S podobno tematiko se ukvarja delo 
Alien invaders (2015). Mesto je izpraznjeno lokalnega civil- 
nega prebivalstva, ostajajo zgolj uniformirani ljudje, ki se 
kot v kakšni računalniški igri med seboj obstreljujejo. Lažje 
si predstavljamo vojne, ki se dogajajo daleč stran in z nami 
nimajo nič, kot pa razmišljamo o lastni vpletenosti. Že sam 
naslov namiguje na potujitev, ki jo na neki način ustvarijo 
medijske podobe, saj lahko angleško besedo alien preve- 
demo kot tujec ali kot nezemljan. Ob tem pa se moramo 
predvsem vprašati, kdo sploh so tisti, ki rušijo svobodni 
svet. 


V svetu, obsedenem z informacijami, ima tisti, ki jih na- 
dzoruje, največjo moč. Mehanizmi nadziranja in disci- 
pliniranja, uvedeni ob izjemnih okoliščinah (na primer po 
terorističnih napadih), se nam z vsakim dnem zdijo manj 
tuji, nanje se navadimo in kmalu niti ne opazimo več nji- 
hove vseprisotnosti. Izredno stanje tako neopazno pos- 
tane povsem običajno, vsakdanje. Vedno manj ljudi nanj 
opozarja, glasovi kritike počasi izzvenevajo. Kot na sliki 
Novo jutro (2015) se med ulicami in parki idiličnih mest in 
vasi neopazno sprehajajo ljudje z velikimi grotesknimi mas- 
kami, ki spominjajo na Disneyjevo estetiko počlovečenih 
živali z velikimi očmi in režečim se nasmehom. To je tre- 
nutek, ko vez med oblastjo in vrednotami, ki naj bi legiti- 
mirale njen obstoj, popusti. V trenutku, ko padajo reprez- 
entacije teh idej, se jih večina pogosto še tesneje oklene, 
tudi z nasiljem. Kar sledi, je razkritje drobovja izkoriščeval- 
skega sistema, ki pozna le izkoriščane in izkoriščevalce. 
Kapitalizem nad vse vrednote postavlja posameznikovo 
svobodo, ki pa se kmalu izkaže kot zgolj navidezna, kot 
svoboda lažnih izbir. Na sliki Električno nebo (2015) vid- 
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imo, da pod temi grotesknimi maskami niso nezemljani, 
pač pa se pod njimi strahopetno skrivajo obrazi tistih, ki 
s svojimi dejanji gradijo takšen sistem. Tudi ta sistem pa 
ni imun na postavljanje spomenikov samemu sebi, le da 
so ti v svetu postpolitike in postideologije izpraznjena for- 
ma brez vsebine, dimna zavesa oziroma spektakel, ki služi 
le zabrisovanju nepomirljivih družbenih odnosov. Zato je 
postideološki Spomenik svobodnemu svetu (2014) lahko 
marsikaj, le spomenik svobodi ne. 


Vrvež prejšnjih mest, ki so bila polna zelenja, stavb različnih 
namembnosti in živih barv, so v delu Brez naslova (2014) 
nadomestile siva paleta, dolgočasna betonska arhitektura 
in puščobne ulice brez življenja. Izčrpani in odtujeni ljud- 
je se zadržujejo doma, pogledi v njihovo intimo pa nam 
razkrivajo osiromašeno mesto, kjer se obremenjeni s težo 
sveta vsi komaj še držijo pokonci. Pred nami se razpira (dis- 
topčna) družba, ki deluje na minimalnih pogojih preživetja. 
Povsem otopeli posamezniki lahko preživijo le s pomočjo 
servisiranja oseb v modrih kombinezonih, ki skrbijo, da st- 
vari ne glede na žrtve tečejo dalje. 


Kleindienstova dela praviloma ne izhajajo iz konkretnih 
situacij, ne gre za ilustracije tega ali onega dogodka, am- 
pak so vizualna sinteza njegovega razmišljanja in odno- 
sa do sveta. Od tega morda najbolj odstopa slika Sneg 
(2015), katere izhodišče je umetnikov spomin na dogodek, 
ko je ob osamosvojitvi Slovenije z družino odšel na hrib 
nad Idrijo in se pridružil sokrajanom. Ta dogodek je sk- 
upaj s tistimi, ki so mu sledili, v slovenskem kolektivnem 
spominu predstavljen kot nedotakljiv, zato je še toliko bolj 
pomembno o njem razmišljati. Na tej sliki je prek spomina 
na otroštvo predelan in diskurzivno vpeljan v tematike, ki 
se jim umetnik posveča v svojem delu. 


Narativ velikih platen prekinjajo tako imenovane mod- 
ularne slike manjšega formata, ki sicer ne predstavljajo 
zaključenega enovitega cikla, druži jih predvsem format 
in osredotočenost na en sam prizor. Praviloma gre za bolj 
humorno obravnavo motiva, nekatere so celo opremljene 
s kakšnim dovtipom. Tudi v drugih njegovih delih najdemo 
kakšne satirične vložke (pozornost na primer velja usmeriti 
na napise na stavbah). Format slike je dimenzij panjskih 
končnic, kar spet vpeljuje preigravanje z vprašanji iden- 
titete — tokrat prek raziskovanja vprašanj nacionalnega, 
tradicionalnega, slovenskega -, ki jo na delih večjih for- 
matov srečamo zaznamovano z narodnimi nošami. Manjša 
dela tako po eni strani vzpostavljajo dialog z večjimi deli, 
po drugi pa smiselno zaokrožujejo celoten opus. 


Kleindienstova dela delujejo na različnih ravneh, zato 
razumevanje celote zahteva gledalčev angažiran po- 
gled, poznavanje družbeno-političnega dogajanja in tudi 
zgodovine umetnosti. Slike so izvedene z veščo slikarsko 
roko, a brez fetišizacije slikarskega medija in pretirane- 
ga razkazovanja slikarske virtuoznosti. Umetnikova izraz- 
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na estetika se je v zadnjih letih profilirala in izoblikovala 
značilne poteze njegovih del. Ves čas pa je mogoče čutiti 
željo po napredku, razvijanju in raziskovanju novih možno- 
sti slikarskega medija tako na formalni kot vsebinski ravni. 
Umetnostnozgodovinsko lahko njegova dela povežemo 
s tradicijo nizozemskega renesančnega slikarstva Pietra 
Bruegela st. ter jih postavimo v linijo angažirane različice 
kritičnega realizma, kot ga najdemo tudi v Jugoslaviji zlas- 
ti v obdobju pred drugo svetovno vojno (na primer Krs- 
to Hegedušič, France Mihelič). Pri tem moramo realizem 
razumeti več kot le umetnostni slog in stilistično ozna- 
ko. Ne gre le za mimetično posnemanje realnosti, saj so 
pogledi na stvarnost različni, prav tako pa se razlikujejo 
vzgibi, zakaj jo upodabljati. Realizem tako predstavlja tudi 
strategijo kritičnega naslavljanja socialnih, ekonomskih in 
političnih razmerij in razkriva umetnikov odnos do sveta. 
Slike subtilno združujejo umetniške, teoretske, politične in 
potrošniške reference ter jih združujejo v vizualno in vse- 
binsko urbano harmonično celoto. Natančni gledalci bodo 
lahko opazili več majhnih namigov, hommage posameznim 
umetnicam in umetnikom (na primer Sanji Ivekovič, Gus- 
tavu Courbetu). Pri gledanju skozi okna v zasebne ali ho- 
telske sobe dobimo občutek atmosfere, kakršnega imamo 
tudi pri velikanu ameriške umetnosti Edwardu Hooperju 
pri portretiranju odtujenosti in osamljenosti ameriškega 
srednjega razreda. 


Čeprav Kleindienst zase pogosto pravi, da so njegove slike 
bolj pripovedniške kot slikarske, imamo v resnici pred se- 
boj tista redka umetniška dela, ki jim uspe brez pompozno- 
sti elegantno povezati oba pola. 


Dr. Asta Vrečko je raziskovalka na Oddelku za umetnost- 
no zgodovino Filozofske fakultete Univerze v Ljubljani in 
zunanja sodelavka na Akademiji za likovni umetnost in ob- 
likovanje. Redno sodeluje z Inštitutom za delavske študije 
in je članica uredniškega odbora revije Borec - Revija za 
zgodovino, antropologijo in književnost. Raziskovalno se 
ukvarja s slovensko in jugoslovansko umetnostjo 20. in 21. 
stoletja. 


Asta Vrečko 


SEARCHING FOR THE BIGGER PICTURE 


Staš Kleindienst (1979) began his artistic career already 
during his studies at the Academy of Fine Arts and Design. 
During that time, he teamed up with his colleague Sebast- 
jan Leban, and together they created art intensively in a 
tandem called Leban/Kleindienst for more than a decade. 
Their work was based on their shared theoretical prem- 
ises, thematically dealing with the guestioning of social 
relations and revealing the mechanisms of exploitation, 
while their production included various media. Despite the 
fruitful collaboration, they worked separately as well at the 
time. Between 2007 and 2010, Kleindienst was part of the 
group Reartikulacija, which published a journal with the 
same name. After this intense period of group work, for 
the first time after finishing his studies, the artist was drawn 
by the expressive possibilities of the most traditional ar- 
tistic medium — painting. The transition from conceptual 
practices towards painting was not sudden. As was shown 
at the exhibition In-Betweens (Galerija Alkatraz, Decem- 
ber 2015), where Kleindienst's works from 2011-2015 were 
exhibited, it was a gradual process. A year earlier, Klein- 
dienst won the OHO Group Award, intended for young 
artists, for the painting Mysteries of the Forest (2014), as 
the judges recognized the radical execution and usage of 
the medium, which had to be understood in the context of 
the artist's usual practices. Kleindienst is considered to be 
one of the most theoretically and artistically versed artists 
of his generation. Despite the formal change in his chosen 
mode of expression, he remains committed to the same 
fundamental guestions in art, and to the exploration of so- 
cial phenomena, as in the beginning of his path. The turn 
to painting, if it may be called so, in his opus seems com- 
pletely unstrained and organic, being only the next stage 
in the artist's development. 


Staš Kleindienst's paintings are distinguished by two in- 
terrelated components: the artist's extraordinary mastery 
of the metier of painting, and the high complexity of his 
works. The characteristic trait of his works is perspective. 
The view from above enables the view from a distance and 
puts the viewer into the role of an outside observer, dis- 
tances him in a way, and evokes a feeling of impartiality. 
However, this makes it difficult for the spectator to embrace 
the whole, as the paintings are composed of many levels, 
moments and situations, the details being that which actu- 
ally assembles everything into a whole. We can only really 
see them when looking simultaneously from up-close and 
from afar. The artist constantly juxtaposes public and pri- 
vate activities and manoeuvres our glance from squares, 
streets, nature to the intimacy of homes, this harmony 
of fragmentary sights unveiling the whole of society. The 
substantive and formal contrasts in his paintings expose 
social antagonisms, the questions of class struggle, ecol- 


ogy, authority and the entrapping system. Although the 
paintings are set in landscapes, that is, in open space, the 
works evoke an unpleasant and anxious feeling of omni- 
present surveillance. The atomised individuals all breathe 
their own lives, tell their own stories, but they are connect- 
ed by the same habitus, they live in the same universe of 
an individual painting. The idyllic landscapes in the back- 
ground, which symbolize purity, incorruptness, are often in 
a dialectical relationship with other parts of the painting, 
as their visual antagonism is based on the coexistence of 
the anxious and the idyllic. 


In the artist's canvasses, we are often faced with images 
we can relate to references from media reports or that are 
familiar from everyday life. In the painting Second Decade 
(2013) we can see a poster - it is similar to an advertising 
campaign of a Slovenian mobile operator - featuring peo- 
ple with flags and a crowd protesting. This campaign took 
over the symbolism and iconography of the so-called up- 
risings of that time, which were engendered as a response 
to the economic crisis and the government policies of 
austerity. By criticising the marketing approach that took 
the image of unsatisfied youth and perverted it for con- 
sumerist purposes, Kleindienst carries out a critique of the 
system, which opens us a niche market for self-criticism, 
and thus quickly takes away its emancipatory potential. 
The art museum, portrayed in another part of the painting, 
represents art institutions, which are subjected to the mar- 
ket, and which appropriate critical works of art that they 


I wanted to be a doctor, but | think 
I do more good by playing football 


Modular Painting 1 
acrylic on canvas, ongoing project, dimensions variable 


usually depoliticize in the process. A crowd of protesters is 
strolling through a park, where some other inhabitants of 
the same city continue their everyday routine undisturbed. 
The park, located in the centre of the painting, like a hor- 
tus conclusus, represents an atmosphere of the innocent, 
peaceful city life of those who think that what is happening 
outside is none of their business, and are either unaware or 
consciously ignore the fact that their position, supposedly 
free from ideology, reinforces everything that is happening 
outside of this oasis. On the other side of the park, there is 
a scene that strongly reminds us of charitable institutions. 
Their attendance has risen since the beginning of the eco- 
nomic crisis as more and more people are struggling to 
survive due to loss of income. For the elite, however, or 
the 1 %, to borrow from the Occupy Wall Street move- 
ment, the American response to the systemic problems of 
capitalism and the financial crisis, not much has changed. 
As can be seen here, the legalized corruption continues to 
take place undisturbedly, suitcases change hands, the rich 
become richer and are having carefree fun in their houses, 
far away from the angry mob that would ruin their fun. 


The guestion of identity - personal, collective, national - is 
one of the freguent subjects. In the painting Third Decade 
(2014), individuals, no more in a dense crowd with a uni- 
fied message, but shattered across the public space, walk 
with banners that convey their particular personal interests 
or depict symbols that define them. But the pursuit of par- 
ticular interests leads to a society of atomised individuals, 
in which the care for the common good is marginalized. 
Those who benefit from this and whose status enables it, 
more often than not look the other way and escape into 
an idealized safe haven of a community that is estranged 
from reality. The look inside, into the intimate spaces of the 
city's inhabitants, where much is happening but nothing 
happens, reveals routines, intertwined with the boredom 
of everyday life. The painting is also defined by the ab- 
sence of the cathartic moment, as the suspense of waiting 
has long since dissipated to be replaced by apathy. 


The work Miracle Mountain (2015) depicts a crowd of peo- 
ple who are climbing a mountain in a relatively orderly 
winding line. At the top the pilgrims will place their differ- 
ent identities into the symbolic social order, thus irrevoca- 
bly giving themselves up to the authority that addresses 
the crowd from a music stage. The individuals, caught in 
a race towards humiliation with no winners, then bow be- 
fore the stage, hoping that a part of the symbolic capital 
of this fictive authority will pass on to them and improve 
their lives. Freedom of choice, it seems, is not that free 
at all, even though the path towards it is full of creativity 
and adorable flowers. Right at the top, profane and sacral 
corporations sit, using their privileged position to manipu- 
late the masses. The issues of event, ritual and their mean- 
ingfulness are present in the work Untitled (2016) as well. 
At first glance, we can see the staging of two historical 
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events in an unexpected environment, a working construc- 
tion site. There are no recording cameras, and although 
we would expect someone to shout: Cut!, it never hap- 
pens. In a pit, which is the central venue of the activities on 
the painting, a comedy, or at least its staging, takes place. 
Working machines, an unexpected audience, polluted 
water and a urinating man do not seem to interrupt the 
audience's apparently cheerful (drunken) atmosphere and 
point to the absurdity of the whole situation. The toxically 
yellow-coloured sky, rising above the snowy hills, gives the 
atmosphere an unhealthy touch as well. 


In mass media, we encounter scenes of war, torture, ex- 
ploitation on a daily basis, thus becoming immune to their 
contents. We are not surprised anymore to see chopped- 
up bodies, policemen shooting non-white minors, women 
and children in faraway factories of the third world, work- 
ing in slave-like conditions for just a few dollars a month, 
or refugees at our borders. Burdened by our own everyday 
problems we have lowered our standards and are able to 
quickly adjust and distance ourselves, we are touched by 
something only when we are directly involved in it or it 
happens right before our threshold. First Decade (2013), 
with earthy colours, scenes of shooting prisoners in orange 
jumpsuits and scenes of torturing captives, stripped bare, 
brings to mind the activities taking place in war prisons. 
The sandy shades of the city and the blood-coloured hori- 
zon allude to the war conflicts of the Middle East, while the 
blue colours in the front point to the other side of the coin. 
The lives of those who profit from these crimes go on un- 
interrupted. Even more, their lifestyle is based exactly on 
the blood of fallen soldiers and captives, on the sweat of 
exhausted workers, who are rebuilding that which was de- 
molished just before. The work Alien Invaders (2015) deals 
with a similar subject. The city's civilian population is evac- 
uated, only people in uniforms remain, shooting at each 
other like in some computer game. It is easier to imagine 
wars happening far away that have nothing to do with us 
than to think about our own involvement. The title itself 
hints at estrangement, which is in a way created by media 
images, since the English word alien can be translated into 
Slovenian either as foreigner or as extra-terrestrial. This 
forces us to pose the question of who are the people that 
are destroying the free world. 


In the world obsessed with information, those who control 
them have the most power. Mechanisms of control and 
discipline, introduced in states of emergency (for example 
after terrorist attacks), seem less foreign every day, we get 
used to them and soon, we do not even notice their om- 
nipresence anymore. The state of emergency thus quietly 
becomes entirely normal, mundane. Less and less people 
warn about it, voices of criticism slowly dissipate. As in 
the painting New Morning (2015), people with large gro- 
tesque masks, reminiscent of Disney's anthropomorphised 
animals with big eyes and smiling faces, inconspicuously 


walk among the streets and parks of idyllic towns and vil- 
lages. That is the moment when the bond between power 
and the values that supposealy legitimize its existence is 
broken. When the representations of those ideas are in a 
downfall, most people cling to them ever stronger, even 
with violence. What follows is the revelation of the entrails 
of the exploitative system that recognizes only the exploit- 
ed and the exploiters. Capitalism raises personal freedom 
above all values, but it is soon proven an illusion, a free- 
dom of false choices. In the painting Electric Sky (2015) we 
can see that under those grotesque masks there are not 
aliens, but the cowardly hidden faces of those who build 
the system through their actions. The system itself, how- 
ever, is not immune to lifting monuments to itself, except 
that in the world of postpolitics and postideology, these 
are an emptied form without content, a smokescreen or 
a spectacle, serving only to erase the irreconcilable social 
relations. Thus the postideological Monument to the Free 
Word (2014) could be many things, but not a monument 
to freedom. 


The hustle of previous cities, which were full of greenery, 
buildings with different purposes and vivid colours, is re- 
placed in Untitled (2014) by a grey palette, boring con- 
crete architecture and bleak streets without life. Exhausted 
and estranged people stay at home, while the look into 
their intimacy reveals an impoverished city where every- 
one is barely holding up under the burden of the weight of 
the world. A (dystopic) society unfolds in front of us, which 
functions at the minimal conditions for survival. Complete- 
ly numbed individuals can only survive by being serviced 
by persons in blue jumpsuits, who make sure that things 
go on regardless of the victims. 


Kleindiensts works mostly are not derived from concrete 
situations, they are not illustrations of this or that event, 
but a visual synthesis of his thinking and his attitude to- 
wards the world. The work that deviates the most from this 
is probably the painting Snow (2015), the basis for which is 
the artist's memory of an event when Slovenia gained inde- 
pendence and he went to a hill above Idrija with his family, 


joining the fellow townsfolk. This is one of the events that 


is, along with those that followed it, regarded as untouch- 
able in the Slovenian collective memory, which makes it 
that much more important to think about. In this painting, 
it is reworked and discursively introduced into topics the 
artist deals with in his work. 


The narrative of the large canvases is interrupted by the 
so-called modular paintings of a smaller size, which do not 
comprise a completed cycle, but which are related to each 
other mostly by their size and their focus on a single scene. 
They usually depict a more humorous treatment of a motif 
and some are even accompanied by a joke. Satirical inserts 
can be found in his other works (for example, it is worth- 
while to pay attention to the signs on the buildings). The 


paintings are the size of beehive fronts, which once more 
opens up the questioning of identity — this time through 
the exploration of the question of the national, traditional, 
Slovenian — which can be also seen in the larger works in 
the form of national costumes. The smaller pieces thus en- 
gage in a dialogue with the larger ones on the one hand, 
and logically complete the whole opus on the other. 


Kleindienst's works function on different levels, which is 
why the understanding of the whole demands from the 
spectator to have an engaged view, to know the social and 
political developments and art history. The paintings are 
made by a skilled painter's hand, but without the fetishiz- 
ing of the medium and without exceedingly flaunting his 
virtuosity. The artist's expressive aesthetics has formed in 
the past years and shaped the distinguishing marks of his 
works. A desire for progress, development and the discov- 
ery of new possibilities of the medium of painting can be 
felt at all times, both on the level of form and on the level 
of content. Historically, we can trace his works back to the 
Dutch renaissance painting of Pieter Bruegel the Elder and 
place them into the style of the engaged variant of criti- 
cal realism, which can also be found in Yugoslavia in the 
period before World War II (for example Krsto Hegedušić, 
France Mihelič). That said, realism should be understood 
as more than just a style of art and a stylistic label. It is 
not simply about the mimetic imitation of reality, as the 
views on reality can differ, just as the motives to depict 
reality can. Realism is therefore a strategy for critically ad- 
dressing social, economic and political relations as well, 
and it reveals the artist's attitude towards the world. The 
paintings subtly combine artistic, theoretical, political and 
consumerist references and unite them into a visually and 
thematically harmonic whole. Careful viewers will be able 
to see several small hints, hommages to individual artists 
(for example to Sanja Iveković, Gustave Courbet). When 
looking through the windows into private or hotel rooms 
the same feeling arises as with the giant of American art 
Edward Hooper in his portrayals of the estrangement and 
solitude of the American middle classes. 


Although Kleindienst often says of his work that his paint- 
ings are more storytelling than painting, what we have be- 
fore us are in fact those rare works of art that manage to 
elegantly and without pomp join both of those poles. 


Asta Vrecko is a researcher at the Department of Art Histo- 
ry, Faculty of Arts, University of Ljubljana and an associate 
at the Academy of Fine Arts and Design Ljubljana. She 
regularly works with the Institute for Labour Studies, Lju- 
bljana and is a member of the editorial committee of the 
journal Borec - Revija za zgodovino, antropologijo in kn- 
jiževnost [Fighter — Journal for History, Anthropology and 
Literature]. Her main research topics are Slovenian and Yu- 
goslav art of the 20th and 21th Century. 
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Second Decade 


Prva dekada First Decade Druga dekada 
akril in alkid na platnu, 120x130cm acrylic and alkyd on canvas, 47,2x51,2in alkid na platnu, 120x130cm alkyd on canvas, 47,2x51,2in 
2013 2013 2013 2013 
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Tretja dekada Third Decade Brez naslova Untitled 
alkid na platnu, 120x130cm alkyd on canvas, 47,2x51,2in alkid na platnu, 130x120cm alkyd on canvas, 51,2x47,2in 
2014 2014 2013 2013 


Brez naslova Untitled 
alkid na platnu, 140x180cm alkyd on canvas, 55,1x70,9in 
2014 2014 
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Spomenik svobodnemu svetu Monument to the Free World Skrivnosti gozda Mysteries of the Forest 
alkid na platnu, 130x140cm alkyd on canvas, 51,2x55,1in akril, alkid in zlati lističi na platnu, 120x130cm acrylic, alkyd and golden leaves on canvas, 47,2x51,2in 
2014 2014 2014 2014 


Sneg Snow Čudežna gora Miracle Mountain 
olje na platnu, 130x120cm oil on canvas, 51,2x47,2in olje na platnu, 120x130cm oil on canvas, 47,2x51,2in 
2015 2015 2015 2015 


Alien Invaders Alien Invaders Nadzorovana eksplozija Controlled Explosion 
olje na platnu, 120x130cm oil on canvas, 47,2x51,2in olje na platnu, 100x100cm oil on canvas, 39,4x39,4in 
2015 2015 2015 2015 
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Brez naslova Untitled Električno nebo Electric Sky 
olje na platnu, 100x100cm oil on canvas, 39,4x39,4in olje na platnu, 100x100cm oil on canvas, 39,4x39,4in 
2015 2015 2015 2015 
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Novo jutro 
olje na platnu, 120x130cm 
2015 


New Morning 
oil on canvas, 47,2x51,2in 
2015 


Brez naslova 
olje na platnu, 120x130cm 
2016 


Erwin WAN 
Pr Kung M N d uL E 


Untitled 
oil on canvas, 47,2x51,2in 
2016 


Staš Kleindienst (r. 1979) Staš Kleindienst (b. 1979) 


http://staskle.tumblr.com http://staskle.tumblr.com 
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To delo zelo dobro ilustrira priložen tekst 


Ne glede na to, če orimo sami sebi, so takšni simpoziji i ; | " 4 
idealni za rjanje iluzije, da spreminjamo. a | 
ponzorji si um oke k | 4 | 
A | | 
2 | 
j 3 | 


A good myth about the artist's life would 
really increase the value of this piece! 


| Predanost teh svobodomise 
me navdaja s 


to make it look 


Remember, we have 
like it was an accident! 


m je nekaj povsem drugega! 


Ta dela sa odlično prilegajo 
ino-kritičnemu lajfstajlu. 


